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258 THE MUSICAL TIMES.-MAY I, I88I. 

REVIEWS. 
Akademische Fest-Ouverti're von Johannes Brahms. 

(Op. 8o). 
Tragische Ouvertiire von Johannes Brahms (Op. 81). 
Clavierauszug zu vier Hiinden. [Berlin. Simrock.] 
THE first performances abroad of these new works by 

the greatest of living classical composers has already been 
noticed in THE MUSICAL TIMES, and we may expect a speedy 
call to discuss them as given by one or other of our own 
orchestral societies. When the call arrives, an opportunity 
will be afforded of doing that which would be out of place 
while passing a mere pianoforte transcription in review. 
Brahms is not one of the composers to the form and man- 
ner of whose orchestral writing an arrangement for four 
hands can do even a fair measure of justice. We shall, 
therefore, make no pretence now of estimating the new 
overtures, as they will have to be judged when presented 
under proper conditions. It may not be uninteresting, 
however, to describe, as far as mere words will allow, some 
of their more prominent features. The Fest-Ouvertiire 
begins Allegro in C minor, and somewhat belying its name, is introduced by the graver instruments, solto voce. A 
decided Fantasia character appears in the work almost at 
the outset, due to frequent changes of style, key, and rhythm; 
the use of arpeggios, and wild leaps from octave to octave. 
The introductory section is followed by another in which, 
the key having changed to C major, a broad theme appears, 
not unsuggestive of a student's song. This leads to the 
more festal part of the work, the theme being based 
upon that of the opening section, though the key 
continues major. Presently an Animato in G major 
is reached, and a lightsome subject is announced fugally, 
after which a move is made back to the original key, and 
to the arpeggios. Presently, however, the composer dis- 
cards once more the lesser third and settles down to an 
extremely vigorous piece of work, full of spirit and dash, 
which, in the Coda, reaches the climax of a perfect swirl of 
rapid scale passages. The overture is one of marked irre- 
gularity in point of form, but there are indications, even on 
these necessarily bald pages, that every section is elaborate 
and interesting. 

The Tragische Ouvertiire opens, Allegro ma non troppo, 
in a way that at once excites attention. Its first chord is 
the first inversion of D minor; its second, the dominant of D, 
without the third, while for nine bars the composer coquets 
with the keys of F and D minor, always refusing its third 
to the dominant of the latter. Then the C sharp comes, 
and the movement pursues its decidedly rugged way in a 
fashion more satisfactory to the ear. The hand of the 
master is here firm and strong. His passion is deep; yet 
at the same time tender, and we know not hardly whether 
we should respond with anger or grief. The preparation 
for the second subject and the subject itself are altogether 
beautiful, and so, after the themes have been worked out 
with abundant vigour, is a lovely, tranquil passage in D 
major, which seems to speak of peace amid the storm. 
We are inclined to rank this overture much above its com- 
panion. It is a grand work, largely conceived, master- 
fully wrought, and instinct with feeling. Who will have 
the honour of first performing it in this country? And 
why have we need to ask the question ? 

Six Pieces d'Orgue avec Ptdale obligee, par Eugene 
Gigout, Organiste de l'Eglise St. Augustin. 

[Paris: Durand, Schcenewerk et Cie.] 
THOUGH there be no evidence of decided genius in 

these six pieces, they are all more or less interesting and 
likely to be useful. No. I is an Introduction and Fugued 
Theme in B flat minor, of which the fugal movement will 
command by far the greater attention. It does not assume 
to be a fugue proper, and the composer has used his 
liberty to good purpose in the way of an attractive result. 
M. Gigout writes contrapuntal music with neatness and 
fluency. No. 2, " Communion," is an Andantino in A 
major, quite unpretentious, but distinguished by smoothly 
flowing melody, and, for the most part, natural, unforced 
harmony. For church use it has distinct recommendations. 
No. 3, " Marche Religieuse," a Moderato in E flat, verges 

often on the commonplace. Its themes lack character- 
as, indeed, do most of M. Gigout's subjects, and there is 
little in their treatment to make amends. We are much 
more pleased with No. 4, " Marche Funibre," a Lento in 
B flat minor. The general style of this piece is dignified 
and expressive, without being too cold on the one hand, or 
too sentimental on the other. Organists, who have not a 
great choice of funeral marches, will be disposed to 
welcome this increase of a scanty store. No. 5, " Andante 
Symphonique," in E major, is, perhaps, more French in 
style than suits English taste; but its cleverness and 
undoubted interest should be recognised. As much may 
be said of No. 6, "Grand Chceur Dialogue," Allegro quasi 
Maestoso in G. This decidedly brilliant and showy piece 
will find favour with organists of sufficient executive skill. 

St. john the Evangelist. A Sacred Cantata, or Church 
Oratorio. The words selected from the Scriptures, by the 
Rev. J. Powell Metcalfe, M.A. The music composed by 
Philip Armes, Mus. Doc., Oxon. 

[Novello, Ewer and Co.] 
THERE have been two great Church uses, belonging to 

different epochs and coming from seemingly rival sources, 
yet nevertheless bound together by one purpose- these are 
the reading of the great Bible of Reformation days, and 
the earlier Oratorio, both alike aiming at setting forth 
before the people God's truth and sacred story. The 
former of these died out before the multiplication of bibles 
and the increased ability to read them at home; the latter 
has grown from its infancy, in the simplest possible forms 
of musical recitation, to the glorious manhood of an 
" Elijah," a " Mount of Olives," or a "German Requiem," 
where the voice or voices are intensified by the powerful 
aid of instruments. But this growth of the Oratorio has 
had the effect of taking it away from its original use and 
purpose of intensifying sacred truth and story. If we must 
give a dreadfully commonplace reason-various instru- 
ments need various players, these must needs be paid, and 
so we get to tickets, and so we get out of church into the 
concert-room. For many years past, in the earnest desire 
to put right things in their right places and to their right 
uses, there has been an ever-increasing effort to bring back 
Oratorio into church for the edification of the people. 
There is no dOubt that the audiences who now crowd to 
hear the "Messiah," whenever and wherever it is to be 
heard, attend in a spirit raised far above the mere concert- 
going spirit; nor any more doubt is there, that the rapt 
and solemn attention with which the St. Matthew 
" Passion " and like works--now, happily, so often heard in 
our larger churches-are listened to prove that the move- 
ment is right, so right, in fact, that we cannot stand still 
where we are; cannot, in fact, leave the benefit of this 
revival of the ancient use of the Oratorio to such rich 
congregations and churches as can afford the cost of a 
band, or-the only alternative if we do anything at all- 
maul and disfigure the composer's noble thought, so often 
largely depending upon orchestral aid, by accompanying 
all by the one organ tone. In fact we have come to this 
question: Can we secure for our people the benefits of the 
true Oratorio with the resources now possessed by the 
larger churches of our land singly or in association ? Dr. 
Armes, in his new church Oratorio "St. Joh n the Evangelist," 
has answered this with an emphatic affirmative, giving us 
a work with the feeling of the present and the learning of the 
past. Being essentially a church Oratorio, the libretto is so 
arranged that though in the whole it sets forth by its prin- 
cipal incidents the life of St. John-illustrated by his own 
words-each separate part, The Call, At the Supper, By 
the Cross, At the Sepulchre, At the Ascension, Witnessing 
to the Faith, and The Revelation, can be used by itself as 
an anthem for different seasons of the Christian year. 

The music, written throughout with the special purpose of 
its performance before a congregation, rather than an 
audience, has none of those "effects " which are expected 
in the great massive Oratorios originally designed for voices 
and orchestra. The real strength, therefore, lies in the 
sympathetic expression of the words, deepened by that 
artistic skill which may be confidently relied upon in a 
composer of Dr. Armes's talent and experience in church 
music. The solos are extremely melodious, and never 
beyond the powers of the principals of a tolerably well- 
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